In this two part article we reflect upon the experience of writing-dancing with audiences and artists in the context of our installation work skript (commissioned by Dance4, Nottingham, 2013). Part one considers how skript engages embodied, felt sense, improvisational and collaborative modalities in relation to the act of writing. As such we consider the ways in which the particular interface of language and embodiment, which is the focus of skript, might allow a knowing of 'something' otherwise -be that something a sense of our own bodies, a dance work, a performance experience or perhaps just that moment in time. In part two we share extracts of some of the writings that were collaboratively generated as part of skript. We focus on the work of three performance/movement artists: Guy Dartnell, Miguel Pereira and Rosalind Crisp. These dance-writings are published as they were written in real time, in the moment of engagement. They are edited only for length and at times to correct typographical errors (but only if the errors seemed to disturb the flow of the ideas) rather than to simply 'tidy' the text or the grammar. The writings are relational, improvisational and at times fragmentary. For more writings see: www.writing-dancing.blogspot.com.
In response to these questions skript, an interactive micro-installation or microenvironment, was created. As a micro-environment the structure of skript was deceptively simple. Essentially it is a space that provides a framework for an encounter between two people. Vida or Jane, as the hosts, 'hold' this space of encounter, offering an open invitation for guests to join us, to become our co-participants. The installation consists of a white 1.5m square table, two folding white chairs, two small keyboards and a micro-projector that hovers overhead, casting its light onto the centre of the table. This area of light is our 'page'. In this micro-environment both people write. They write into the same projected 'page' from their individual keyboards such that the writing develops relationally (and at times simultaneously).
Within this context we wrote with over 60 individuals. Our co-participants were members of the general public (from children to more elderly members of a writing group), dance goers, dance academics and dance artists. We also wrote extensively with each other in response to the many performance works presented throughout the NottDance festival.
Examples of this writing can be found on our blog (Bacon and Midgelow, 2013) and in the pages that follow.
Co-participants were invited to enter into the processes openly with the simple suggestion that they might like to 'Come sit and take a moment to share experiences of dance and dancing'. Expanding and enfleshing this invitation, we as hosts worked on our own 'Opening' as described in the Creative Articulations Process (CAP) model (see page XX in this issue) in silence and in order to give space and time as a 'being with' ourselves and participant as we sit and wait for written language to emerge into the collaborative space in whatever way it might. Our attention to bodily awarenesses was the basis for writing and throughout all the performances we continued to acknowledge and work with this through the way we sat, the time we took and the words we wrote. In doing so we acknowledge that we are taking time, time to note, time to arrive, time with the visceral, sensual, emotional quality of our physical presence in this moment -to pay attention to it. This process is not straightforward, for, how do you invite somebody to sit down at a table with a total stranger and say simply 'write with me', 'be present with me', 'be with me just as you are in this moment'.
Seeking to make this invitation in non-didactic or non-direct modes, as hosts we might invite the participant to 'take a moment to notice the breath' or attend to our own physical sensation and write 'I am noticing a small inner dance of my fluttering heart'. Or, maybe, a co-participant might be invited to recall the feeling of a performance recently seen or their memory of dancing -'do you recall the feeling of spinning as it resides within you?'
Co-participants were offered an open invitation to join or leave the installation as they pleased, and many (most) would dwell and write with us for extended periods. Perhaps we imagine that skript, in offering a certain kind of being together, brings forth or allows for a certain kind of language -language that lends voice to the embodied and the experiential, to the 'nowness' of a moment that had little concern for grammar and spelling. In fact our invitation to everyone who participated was to play with and on language. For example, someone wrote 'nos-algia' and that became a word play as we begin to imagine 'ah, I'm actually algae' and we are off spiralling into a world and word play where we are algae. So the words might be allowed their own journey, which is very improvisational and playful. In these encounters there was something about the process of finding language that emerged as being as important as the moment when the language is found and the moment is articulated. The beauty of language as it emerged on the page developed and formed between two operating as one on the shared screen. As David Abram has it, 'only by affirming the animateness of perceived things do we allow our words to emerge directly from the depths of our ongoing reciprocity with the world' (Abram 2011) . There is in skript an emphasis on the reciprocity, but here with another person and technology, rather than in Abram's example with the 'animate world'. But, for us, these encounters did engage more than technology; they did heighten our sense of how words emerge from the depths of our engagement with the world. This exchange between two people, via the mechanism of technology, perhaps, might enable us to come to know a 'thing', to know something more about this or that moment, this or that sensation, step or action. So importantly, we do not write to keep but to bring us closer to the body. For, as Cixous has written: 'I write to feel. I write to touch the body of the instant with the tips of the words' (1998: 146) .
In skript these experiences were of an intimate encounter. As one participant commented when asked what the experience had afforded her:
at first, I didn't understand why people were so gripped by it but when I sat down within a few minutes I understood as I was so pulled into the experience. It seemed like it could have been a conversation about anything but the presence of the experience made it so intense. And it was in a very public space but the experience was very private and somehow seemed to negate the public sense. But now I have no idea what I wrote.
(4 April 2014, Dance4, Nottingham) This intimate act of collaborative writing needs and enables a slowing of time; time to settle into the chair, time to rest the fingers on the keep board, time to wait for the words that want to be said, for the words to stutter, tumble and then perhaps flow, time to watch the typed words appear on-screen without concern for the usual business of words as makers of meaning.
Languaging and embodied sensation
How do you, how do I, all of us, any body, find our way from experience or inexperience into word, into language? This question resonates throughout skript (and also in CAP Leder, drawing on Heidegger, refers to as the 'ecstatic body' (Leder, 1990 These common opening phrases echo the participant's turn in attention towards their bodies as together we note the sensations in our own physicalities. What we noticed was that if the participant began to settle into the encounter, and allow a noticing and working from and with the presence of the other, and with each other's words -resting and ruminating with each other -we could begin to play in the process of writing that was emerging and unexpected kinds of experience and often unexpected words, phrases and ideas would tumble forth. In this way words as written from the body, enabled and at the same time gave voice to a heightened bodily awareness, opening the space for memory, play and imagination to take flight.
. 
Encounters with dance makers and each other
Using the environment and approach to embodied writing provided by skript within the context of the NottDance Festival, we invited several artists to join us in this collaborative process and also committed ourselves to writing together in response to some of the performance works experienced during the Festival. Extended examples of these writing encounters can be found below (xx in this issue). In writing with artists such as Guy Dartnell, Ros Crisp, Miguel Pereira and with each other, we echo the commitment evident in the CAP x-x in this issue) to the prompting of ways of being, thinking and reflecting that enable us and the artists we work to 'surface' things about performance practice that perhaps otherwise go unspoken or remain hidden because, akin to CAP, skript is a space to practice working towards greater clarity, towards being conscious of our lived experience. In these processes we are engaged in a joint 'mediation' around a shared experience -'We build something together and it's in the intersection between your knowledge and mine' (Miguel Pereira, in this issue).
What Miguel refers to also reflects our experience of writing together (which we have done for many years). There is, for us, a lack of 'me and 'you' and more a sense that the writing generated is more than one or the other might have created. This rising together to form words that are beyond the ownership of either person is perhaps more common with collaborative devising processes in theatre or in the ensemble of the Jazz band for instance. It forms new possibilities, and, as we wrote together after most of the performances during NottDance 2013 (see blog for examples), a particularized sense of the works that we dwell with emerges. In this example, our shared sensations become apparent.
...the pulling across the stage the driven driving ever ongoing drift... the bodies skimming infront of me and then... a pause.
she stands, the world turns, I feel slightly sick.
is everyone experiencing this dizzy sliding of perceptions?
I feel it still now, here and now as I sit typing these words, it is still with me, in my body, a dancer stands still amongst many who move left to right, left to right.
my perception of events is ardently challenged. who is still, who is moving.
I sway, whoozy, sliding, dropping in and out, here and there.
The significance of this shared space as a potentiality feels resonant. The two people might be from the different perspectives of audience and performer, or from shared perspectives as in our individual viewing experiences of a moment of performance. Guy
Dartnell and Jane reflect on this shared experience and the shared memory of the experience:
But you and I were involved in the experience so we share that and are focusing in on the same experience from different perspectives and maybe that attempt to articulate a moment of experience in the piece might hit a sense or a point where we really understand or really know or connect to what it felt like to be in that moment.
In the collaborative writing together and with artists we were circulating and fleshing out experience and inviting a 'felt sense' of remembering: Guy Dartnell notes:
...as we were writing I remembered the light in the space in the Drill Hall Lincoln and that space became really really present for me in the moment of writing.
I could really see it and feel it and I could really feel again the atmosphere and the way the sun coming up and down really affected the way that room was..
On reflection, it is clear that the writing with artists and together directly as a means to evoke the memory of a danced/performed experience differs from our engagement with audiences who were encouraged into a space and time where they might have an embodied sense of themselves in an intimate encounter with an 'other', the former being about memory and its 'felt quality' of the 'back there in the moment' and the latter potentially about the 'felt quality' of the here and now as a felt imagining. If, as Charles Perhaps my dancing has got thicker, yet at the same time the shedding is very strong.
Shedding is a sensation of complete unholding, emptying, a kind of beautiful agony.
The format also seems to offer an opportunity that is more difficult in a spoken exchange or an interview format. As Ros Crisp and Vida write:
... it feels a bit like having done a dance for you. yes.
and I keep thinking about the difference between this and having a conversation… it feels different to me, but I haven't sorted it out as yet -but yes.
Closer to having you dance for/with me perhaps.
Yes its different to a conversation...
The reflection continues, suggesting that the difference is perhaps 
The significance of words
Miguel Pereria and Jane write together from the memory Opus 49:
the body is in contact with something, with it's own space against other spaces and this produces the sound, like the wind exists when it goes against a space, a wall, a window, our own bodies, sometimes it's cheap spaces, sometimes heavy and hard spaces. And sometimes the space gives rise to a movement, a moving floor, a floor moving, undulating, a darkness that does not feel like the wind. Who or what is here? movement, sound, body, space, existing always since we're alive and it can be a virtual space as the space where we are right now. here and now.
Whilst seemingly obscure perhaps to a reader -taken as a fragment and without the performance reference -there is a strong sense of the bodily experience and the space of performance. The writing elaborates details that might otherwise be overlooked or as too fleeting to be of notice. These moments are drawn out, re-lived, re-imagined. This attention to the detail from the lived experience offers, we suggest, alternative ways of articulating experiences of movement and dance practice, wherein the process of the writing is to the foreground and the processes of coming towards something are animated and made visible.
As a way to articulate dance, skript is then a practice of struggling with coming into language. How, when, why, what word, all of that, is a present and ever-present process and that, when you engage another in that process, the sort of looping and spiralling and unexpected places that you can find yourself when you do not already know before you speak -oh that is about this, oh yes and I saw your piece and it was about that -but if we put that to one side, put judgement to one side and begin somewhere else. So that is what the strategies developed in Choreographic Lab are for and it is what the formal space of skript is for. It is both objective and subjective in that it allows one person to be present and available to his or her own experience in the presence of another on a moment-tomoment basis. The words on the page offer the opportunity to name and track that moment-to-moment experience.
There is something important about recognizing that those words in themselves are operating to give a word language to an experience. But in and of themselves they are not yet scholarship, they are not yet knowledge, but there is something about the processes of acknowledging that the words give us processes through which we might come to a knowing and come to a knowledge that can be shared and communicated. Perhaps a picture of knowledge underway might be a way of thinking of it.
As Pelias (2005) notes there is something about the way of being in this kind of experiential mode of writing that might give us a place where something is uncovered. It might be a place of discovery, but actually is also a place of the political, a possible place of political action and resistance. Susan Melrose (2005) writes about the knowledge economy of writing and the academic and publishing power structures that surround it.
These structures are she suggests very tenacious and invasive. Production and peer review processes control the kind of language, the kind of writing that is conventionally given space. So, if there is a place of resistance in this writing that emerges, it is through the fact that it lends voice to things that otherwise often go unspoken and remain unseen.
Providing space and time for audiences and artists to find their own voice. We have found that this type of language gives space, time and possibility beyond those economies, beyond the hegemony of language and publication systems. In these ways we might say the work provided general audiences, and dance specialists alike, alternative ways to reflect upon and write experiences of movement and moving. In undertaking this writing an embodied, felt language emerged in which, akin to a stream of consciousness, there arises an emphasis on the lived experience of performance (rather than what might be said to be 'about' performance), for the process invites us to a dreamlike re-living of it, an imagining with a felt sense, which, in turn, implicitly enables the creation of dance discourses, wherein that discourse finds its locus in the present moment and embodied experience. Guy's work spans the realms of theatre, music, dance, circus and film and he has particular interests in healing, meditation and process work -striving to integrate these influences into his performance work -as is evident in Inward Out. Blending together meditation and 'performance' -the offers a space for the audience-participators to meditate or observe. The piece is durational, lasting up to four hours, and takes place within a matrix of mats and chairs, with blankets and cushions on them, and a walking space around the edge for when people need to 'stretch their legs'. There are a number of 'artists' present, who 'hold' the space, but they are unrecognizable from anybody else and are involved in exactly the same activity (see http://guydartnell.macmate.me). So the writing together does seem to summon up the experience of what it was like in the performance in a way that might not have done if we had just talked about the performance.
As we were writing I remembered the light in the space in the Drill Hall Lincoln and that space became really really present for me in the moment of writing. I could really see it and feel it and I could really feel again the atmosphere and the way the sun coming up and down really affected the way that room was.
What is difficult still is trying to use the words to illuminate the experience on a felt level.
It is interesting to try and do it. How do you write or try and give the essence of what I was experiencing other than what I was thinking? Of course, there is something interesting in the struggle to try and do it and then there is also the point when I go -it feels like these words will never convey to you or the reader what it was like.
Guy, 2 May 2014
Miguel Pereira, Opus 49
Miguel Pereira, described as one of the enfants terribles of Portuguese dance, has worked with Jérôme Bel, Vera Mantero and Francisco Camacho. His work is often autobiographical and draws on the interests and lives of those he collaborates with. His work employs text, both in speaking and in its absence, and also plays with the expectations of dance -its virtuosity, the requirement of movement and the importance of the body. should dance but where I feel empty. Should we dance? She dances, I watch her stand and she dances, knees bending, arms pumping above her head to the loud music. Was there loud music? Did she dance? I feel maybe! in her head there's loud music even if she's stand, quiet, but there's something always moving, the heart pumping??? giving the impression of something alive at least.
The shapes and sound of no sound, the shape of no dancing but dancing. The darkness and void, yet the playfulness of that. The flap, flapping of your belt, the crashing of your body or the chairs, those lovely, cheap, Ikea chairs.
the body is in contact with something, with it's own space against other spaces and this produces the sound, like the wind exists when it goes against a space, a wall, a window, our own bodies, sometimes it's cheap spaces, sometimes heavy and hard spaces.
And sometimes the space gives rise to a movement, a moving floor, a floor moving, into that silence now as memory I hear your heart, feel your heart but then… then there was more outer material elements of you rather than inner essence or material. The dance of the heart… confronting my inner world with the outside world, that's it, with heart dancing dancing dancing… till the moment that it will stop. And darkness falls, we fall into the void… into the nothing… or maybe that is when falling cannot fall… when the void is void, nothing is nothing… where falling, walking, smoking, breathing, waiting, listening… stop. turn the microphone off. stop capturing, given up, abandoned, going away… but still existing. Everything is possible, there is enormous permission once my senses sensations are full bodied. Saturation, it feels a full word, weighty… … saturation might sound like a global thing, whereas for me it is constantly specific, I mean saturation is all over, all in me, all in the space and between the toes of the writing,
but and yet a twitch a shoulder a long arm a line drops, a tiny space shifts, arghhh words are not it, details each moment is different to the next, even thought here is saturation (which anyway is changing) there is a detail that sticks out. 
